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Abstract
This paper discusses how Christian Haitian high school students can study and make art
in a culturally appropriate manner while considering the art history of their country. A
curriculum is suggested that focuses on the seven elements of art and multiple lessons
are included that are rooted in nature from the belief that God is the Great Creator. The
questions that drove the research in this paper are: what are the design components of
a disciplined-based, historically and culturally relevant, art curriculum for a high school
in the Fond-de-Blancs region of Haiti? And 2) What does a liberal arts education,
including art education, mean to students in developing countries like Haiti?
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Chapter I. Introduction
Visual arts education encompasses the study of what one can see with the eye
and do with the hand, among other things. From as far back as the Upper Paleolithic
period, people have been using natural objects to tell stories, ask for favor in hunts, and
mark the passage of time by recreating what they saw in nature. Whether this
constitutes art is also under discussion, but for the most part, the decoration they added
to objects and building were functional (Davies, 2015).
The formal study of art began in ancient Greece where the body was viewed as
the ultimate in beauty and perfection. Before the Greeks, civilizations told stories of
battles, kept records of kings and emperors, but did not necessarily create art for art’s
sake. Davies (2015) asserts, “it seems to me that the earliest art was created by people
who almost certainly did not possess the concept. In one sense, they did not know what
they were making” (p.376). However, when Greek artisans began honing their skills in
sculpting, mosaic making and painting they discovered that the act of creating art as
something that could be improved upon. They decorated useful objects using nature as
their source of inspiration. As time went by, artists included subjects from mythical
history, biblical history or to capture a portrait of a wealthy patron.
Art found on the walls of caves, Egyptian sarcophagi, Greek jars and temples
were all created with ingredients and tools found in nature. Not only were the tools
from nature but the subjects of their art were created by someone. In Genesis, Moses
wrote “God created the heavens and the earth” as well as “So God created man in his
own image, in the image of God he created him; male and female he created them”
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(English Standard Version). It follows that if we are created in God’s creator image we
would also create whether it be through writing, music, dramatic or visual expressions.
This paper seeks to explore how a secondary school in the country of Haiti can
create and study art similarly, and differently, from people who have gone before. By
using nature as the primary source and subject of their art-making. Current students of
art around the world have a plethora of images to look at, study and sometimes copy to
improve their skills. While Haitian students have these opportunities to some degree,
they do not have to look far for inspiration in their creative endeavors. The Haitian
countryside is rife with subjects to study. Like the early creators of art, Haitian artists
can find subjects as well as tools found in nature.
As with many U.S. and Haitian and schools, the study of art is a new subject for
formal study. Art education reform in the U.S. began relatively late in the 20th century
(Greer, 1997) with the discussion of studying art alongside other subjects from a
disciplined based approach. Dubbed Disciplined Based Art Education (DBAE) it sought to
elevate the study of art to the level of other subjects deemed essential. By looking at art
history, discussing art aesthetics, debating art criticism and lastly creating art for art
production, students can be tested and evaluated in their understanding of art
concepts. “In addition to providing talented future artists with programs they can get
their teeth into, DBAE was designed to provide understanding and appreciation of art
for all young people" (Greer, 1997, p. 26). These four concepts make up DBAE, which is
the approach this paper argues is the best approach for all students of art, including
those studying art in Haiti.
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Using the DBAE model, students in Haiti can study the art and art history of their
own country. Including art in a high school curriculum instead of focusing on a single
track, technical or trade school model allows students to receive a liberal education.
Bloom and Rostovsky (2003) note the following about a liberal education:
by broadening and deepening knowledge of history, the arts and the sciences, it
nurtures both pride in one’s own culture and respect for others. Liberal
education can therefore have a strong influence on public spirit, which
developing and developed countries alike require if their societies are to work
together to solve problems and seize opportunities (p. 49).
The reality of life and education in Haiti comes with challenges challenges many people around the world do not know about. Many students attending
the school this paper focuses on in the Fond-des-Blancs region of Haiti travel for an hour
or more to attend classes each day. Many of these students eat their one substantial
meal a day while at the school. What these students lack in material needs they
abundantly have in joy, creativity and inquisitiveness. What they lack in terms of jobs to
look forward to, they have in desire to learn and grow. Historically in countries like Haiti,
sometimes referred to as developing, secondary schools are often designed like tech
schools, giving students some sort of skill they can use once they graduate. While
practical, this paper will argue that the developing world needs students who are wellrounded, who possess both a skill and a broad liberal arts approach to education.
Research Questions
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Students who attend the secondary school referenced in this paper have the
opportunity to discover the depth of beauty in their own country. The need exists for all
students, Haitian included, to see beyond themselves, to discover a love and
appreciation for art and culture from their own country. The curriculum presented in
this paper will not only ground them but also inspire further learning. Therefore, the
following two questions will guide this research: what are the design components of a
disciplined-based, historically and culturally relevant, art curriculum for a high school in
the Fond-de-Blancs region of Haiti? And 2) what does a liberal arts education, including
art education, mean to students in developing countries like Haiti?
Included in the curriculum are activities using objects and tools found in nature
as well as the subjects for their art. Each lesson uses one of the elements of art as a
starting point and as a vocabulary to discuss the art they will be examining, producing
and critiquing, thus employing a disciplined based approach to studying art.
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Chapter II: LITERATURE REVIEW
Several search engine strategies, using a variety of search terms, were used
while researching the following questions: What are the design components for a
disciplined-based, historically and culturally relevant, art curriculum for a high school in
the Fond-des-Blanc region of Haiti? And, what does a liberal arts education mean to
students in developing countries like Haiti? A review of the professional literature using
multiple data bases revealed many of the sources for Disciplined-Based Art Education
and the idea of using nature as a source and subject for art-making. Information on
Haitian art history and her artists were found imbedded in other articles discovered on
Google Scholar. The researcher then began using the reference section from those
articles to locate more useful material. A majority of the information on Haiti's artists,
while scarce, was found looking through several journals focused on the Caribbean.
Introduction to Literature Review
Our senses allow us to interact every day with the world around us (Eisner,
1987). It is this interaction that reveals the relationship between the Creator and the
created as noted in the book of Romans where Paul writes: “For his invisible attributes,
namely, his eternal power and divine nature, have been clearly perceived, ever since the
creation of the world, in the things that have been made” (Romans 1:20, English
Standard Version). The literature review in this chapter and the curriculum found in
Chapter IV creates a framework to explain how students can use nature, God’s
creations, as the springboard for looking at and creating art. The following also includes
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the key components for a disciplined-based, culturally and historically relevant 9-12th
grade art curriculum for a high school in the country of Haiti.
Creativity and Nature in Haiti
Even those who do not hold to a Christian worldview agree that nature is a place
to find key components to a well-rounded education. Dyer says "children the world over
have a right to a childhood filled with beauty, joy, adventure and companionship. They
will grow towards ecological literacy if the soil they are nurtured in is rich with
experience, love and good examples” (2007, p. 400). Beauty, joy and adventure can be
found in the natural world of any country.
The focus of this curriculum, fully presented in Chapter IV, is for children in the
south-western area of Haiti. This countryside contains numerous trees, rolling hills,
flowers, and plants of many variety. Similarly, there are insects, animals, and other
creatures that one can study. Gregory Smith (2002), quoting from The Geography of
Childhood by Gary Nabhan, says that "we need to turn to learning about the land by
being on the land or better by being in the thick of it" (p. 586).
Origins of a Disciplined-based Approach
As an art educator seeking to develop students with the abilities to look at,
question, critique and create art it is important to step back, define and analyze the
framework from which this curriculum finds its roots. In the late 1800’s we see the
emergence of an artistic appreciation within the schoolroom decoration movement
which led to the picture study movement that “clearly demonstrated the shifting focus
of the curriculum from art processes to art ideas” (Stankiewicz, 1984, p. 60). According
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to Smith (1987). It was not till the 1960’s when educators began thinking of art as a
subject to study, and they began thinking about what it could look like for the every-day
student. There were some art schools, but typically they were expensive and out of
reach by most of the populace (Greer, 1997).
In the United States the inception of a formalized collection of art terms was
largely influenced by Arthur Wesley Dow with his publication Composition in 1899 (Kim,
2006). Dow was reacting to the Japanese design element’s seeming influence through
exact representation. He began using terms that are still in use today. His impact
extended beyond vocabulary as well. Kim, speaking of Dow, also states that “He treated
compositional components and their structural organization as distinctive features that
can be discussed, practiced and applied apart from drawing, ornamentation or subject
matter, and his theory was meant to be applied to all branches of art not just fine arts or
crafts (2006, p. 15).
Dow’s book was published and republished well into the 1940’s thus impacting
art education for more than one generation. One of his most famous students, Georgia
O’Keeffe, said of him,
This man had one dominating idea: to fill a space in a beautiful way – and that
interested me. After all, everyone has to do just this – make choices – in his daily
life, even when only buying a cup and saucer. By this time I had a technique for
handling oil and water color easily; Dow gave me something to do with it. (Kuh,
1962, p. 190)
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Few other terms were added and voices heard until Victor D’Amico and Vicktor
Lowenfeld began adding theirs, thus swinging the pendulum a different direction.
Modern art in the 1950s, as well as the Progressive movement in education gave birth
to the creative self-expression theory. “The creative self-expression movement did not
favor the teaching of design because rule-bound teaching was supposed to hinder the
free expression of the child” (Kim, 2006, p, 16). While they supported teaching design
and design terms they wanted to see more creativity and self-expression used in the
process of making art. It should be noted that the modern art movement highly
emphasized self-expression with painters like Jasper Johns and his Expressionist’s
spatter paintings.
In the 1960s and 1970s and according to Kim (2006), design theory was not
emphasized in the elementary classroom because of Lowenfeld’s work but it remained
in the college classroom with basic design courses. Next came the Bauhaus movement
with emphasized simplicity. Simplicity of line, color and design. Bauhaus design found its
way into furniture and home décor as well.
The design terms currently used in textbooks and classrooms found their home
in the original DBAE textbooks written in the 1980s and 1990s. They evolved from the
writings of Dow, D’Amico and Lowenfeld then reiterated and crystalized through the
Bauhaus movement. These terms, coined Elements and Principles of Design, are still
used today. Elements include: line, shape, color, form, value, space and texture. Design
Principles include: contrast, rhythm, emphasis, movement, pattern, balance and unity.
DBAE textbooks use the elements and principles as the vocabulary that all elementary
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art students learn and as the topic of many lessons where they look at examples in
nature and other times in artwork.
Delacruz and Dunn (1995) note that some policy makers and art educators
reviewed art education and discovered that it was too focused on studio art, completely
excluding art criticism and art history. Citing Duke (1988), they reflected that art
programs lacked "substance, quality, and rigor". Art education reform was part of a
larger education reform movement sweeping the nation. Seeking to answer the
question of what the next generation of DBAE will look like, Delacruz and Dunn suggest
that with the changing world the question "what is art for?" has become all the more
important. Asking and gleaning understanding from other cultures is just one place to
start.
As previously noted, the role of a DBAE approach to art education was to elevate
the study of art to the same level as other core subjects thus giving all students the
same art education and not to exclude those who do not show a special aptitude in art.
It is from this understanding that this paper argues that all students benefit from the
vocabulary used in a DBAE model as well as the framework to view art created by God
and man.
Culturally Appropriate
For Haitian students to best appreciate their cultural heritage, the curriculum
presented in this paper considers portions of a Place-Based pedagogy. Smith (2002) says
"its aim is to ground learning in local phenomena and students' lived experience" (p.
586). There are numerous ways Place-Based thinking can be applied, Smith lists
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community involvement, internships, culture studies, real-world problem solving and
lastly, nature studies. In the case of this curriculum, nature and culture studies are the
most applicable. Being in nature, using nature as inspiration and fuel for study and
exploration has a positive effect on a student overall academic performance.
When speaking of the versatility of using a Place-Based pedagogy, Smith (2002)
says "the first and most obvious is that teachers and students turn to phenomena
immediately around them as the foundation for curriculum development. Using these
experiences as a base, they can then examine more distant and abstract knowledge
from other places" (p. 593). A curriculum couched in this framework also allows for
other emphases to coexist. Another being Culture-Based Art Education as written about
in Culture-Based Arts Education That Teaches against the Grain by James Bequette. This
understanding is in contrast to more recent discussions about moving away from a DBAE
model in favor of a visual-culture based model of art education (Traf-Pratts, 2009, p.
152). From this perspective, studying the culture surrounding the art and artwork being
made can add additional depth (Bequette, 2014, p. 216).
Bequette (2014) writes about a grant-driven collaboration using Culture-Based
Art Education as the framework. Using an Ojibwe Indian Reservation as the Place, in a
Place-Based pedagogy, participants found it to be a transformative experience (p. 214).
Majority white teachers partnered with Ojibwe elders to learn about culture, heritage
and ways of knowing from an Indigenous people. They found that this approach
"framed by a critical pedagogy of place creates opportunities for students to engage in
thinking and artmaking that consider vital questions about nature, place, culture and
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ecology" (Graham, 2007, p. 387). Teachers and participants alike discovered that
learning in collaboration with an Indigenous people pushed "boundaries and purposes
of art in ways that engage students in reflective and transformative learning" (p. 388).
Culturally Relevant Art History
It is critical that a culturally relevant art curriculum include a strong emphasis on
the history of Haitian art as well as current Haitian artists. The reasoning for this is that
traditional art history places people of color into a certain and limited place in its
chronology (Hayes & Robinson, 2001). For the students in Haiti to receive the most
complete picture of art history it should include sections of study on African art, art
from other continents, and art history from Haiti.
The researcher discovered a paper presenting findings from a study conducted in
Ghana on the content of a certain art appreciation class. One of the goals of the class "is
for students to appreciate art as an integral part of life; develop pride, confidence and
patriotism through appreciation of their own art creations" (Adom, Kquofi & Agyem,
2016, p. 7). Citing the Curriculum Research Development Division (2010), Adom et al.
believe that these items are found when studying art history. Describing the course,
they also note that studying art history helps enhance the
learner’s creativity and appreciation of his or her artistic heritage which is the
bedrock of development in every nation. Moreover, it aids learners in developing
a consciousness which makes them sensitive to expressive activities such as
sports, music and dance etc. The Art History component of the subject is
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designed to enlighten learners on the meanings and relevance of art. (Adom,
Kquofi & Agyem, 2016, p. 7)
Concluding that studying art history plays such an important role even in the
economic development of nations and a general improvement in quality of life, Adom et
al. sought to discover if Ghanaian students were learning about art history and culture
from their indigenous roots. They found that a majority of the art history content was
spent on history from other places around the world. They conclude the paper with
suggestions for improvements in the class including the addition of art history from
Ghana and other West African countries. Similarly, Johnson (1996) authored a study in
Australia confirming that studying art from one's own country is of utmost importance
in maintaining national identity, and national pride (Adom, Kquofi & Agyem, 2016, p. 7).
Brennan (2006) writes about the need for culturally appropriate curriculum from
the country of Botswana where art educators and students are encouraged "to plan
lessons that will use local, available resources where possible and to remain flexible and
responsive to challenges they may meet in the field" (p 322). Brennan also reports that
because accessibility to contextual resources is difficult, students are more
knowledgeable of "European art history than African or world cultures" (p.321-322). She
notes the challenge that there are more books and resources available on European and
early African art than contemporary African art or in the case of this paper, Haitian
artists.
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Art History in a Haitian Context
The people and culture of Haiti can be traced back to their indigenous roots as
well as English, Spanish and French colonists. Christopher Columbus, under the flag of
Spain, landed on the Island he named Hispaniola. He encountered the native Taino
people, who significantly decreased over the years from their contact with European
colonists. In the late 1600s the French began their century’s long colonization when
Jeremie Deshamps became governor of the Haitian side of the island of Hispaniola.
French colonists began growing tobacco, indigo, cotton and cacao with the help and
dependence on their slave labor taken from the continent of Africa. Haitian slaves led
small revolts over the next 100 years but when France experienced revolution, Haiti, too
revolted finally throwing off the mantle of oppression in 1803 (Pooser, 2012).
One of the purposes of this paper is to include an art curriculum for high school
students who understand the inherent beauty in their own country. Part of
comprehending and appreciating this is to have a snapshot of the art created in Haiti as
well as how Haiti’s history impacted art made by other international artists. It is
important to begin a look at Haiti's artistic undertakings with Philome Obin "who
eventually would be recognized as the patriarch of the Haitian art world" (Coates, 1992,
p. 863). Obin worked at the Centre d'art then later was a director in another center in
Cap Haitien. He and other family members maintained a studio in Cap Haitien into the
1980's. Artists, along with Obin, were endeavoring to remain true to the primitive style
of art Obin and the Centre d'art became known for (Benson, 2002).
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Haiti’s art history can be seen in two major time periods: artwork created before
1940 and artwork done after.
From as early as 1807 under Henri Christophe, Haitian leaders encouraged the
development of Haitian art and brought metropolitan artist in to train local
artists. Over the next hundred years, art schools were founded in various sites
around the country, including Port-au-Prince, Cap-Haitien, Jacmel and Aribonite,
developing a modern style in a primarily French tradition. (E.B. Taylor, 2014, p.
185-186)
While much of the art from before 1940 has been damaged or lost in the revolutions
and natural disasters, for the Haitian people, this time of the American occupation was a
significant source of study for artists, writers, poets and musicians from around the
world. Visual artists’ Jacob Lawrence, Augusta Savage, and Beauford Delaney all used
the Haitian revolution, the American occupation between 1915 and 1934, and other
Haitian historical figures to inspire their art works without having traveled to the island
nation. Jacob Lawrence, while living in Harlem, created a series of 41 panels to tell the
story of Toussaint L’Ouverture, one of Haiti’s most important revolutionary leaders
(Thompson, 2007). “Through Lawrence’s selection of colors and the use of dramatic line
to convey movement and action, Haiti’s history – from Columbus’s arrival to
independence – unfolded for viewers” (Thompson, 2007, p. 77). Another example of an
artist being inspired by Haiti’s struggle for freedom was Augusta Savage’s sculpture La
Citadelle – Freedom.
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More significantly, African-American artist William E. Scott spent over a year in
Haiti painting and chronicling everyday life of the people in Haiti. Scott studied art at the
School of the Chicago Art Institute before travelling to France for two more years of art
study. His time in Haiti was due to a fellowship which he received from the Julius
Rosenfeld Foundation. While there he reported back to George Arthur, a member of the
fellowship board, reflecting on his time and work in Haiti. According to his report, his
artwork included 144 pieces done in a variety of mediums of which he said “the best I
have ever done.” There are many other poets, playwrights and artists who have used
Haiti’s revolution and subsequent period of freedom as the World’s First Black Republic
as inspiration in their own struggle for civil rights, most particularly in the United States
(Thompson, 2007).
The impact of the American occupation in Haiti was also seen in the artist’s
community. One such Haitian artist, Petion Sevain Jr., was instrumental in a new artistic
direction called The Indigenist movement. To understand this movement, it is necessary
to look back to the formation of the island nation named Haiti. According to Perry
(2017), historians generally agree that the current population of Haiti are not
descendants of the Taino people who occupied the island when Christopher Columbus
landed.
So, when did the term indigenist become a descriptor of the Haitian people?
The answer is that: shortly after the revolution of 1804. At this time General JeanJacques Dessaline was the Chief of the Indigeneous army pushing out the French once
and for all.
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In this framework, Africans should be recognized as the true founders of Haiti on
the basis of their labor: the physical work that, from the establishment of
plantations through the proliferation of small farms, transformed the Haitian
landscape, as well as the imaginative cultural work that imbued that landscape
with meaning. (Perry, 2017, p. 50)
In naming the movement Indigenists, they were recalling the past when Dessalines’
army was made up of former slaves. Thus excluding those who lived in Haiti but who
were not of African descent.
The Indigenists under Savain’s leadership, agreed on two points, which they
considered essential:
1. To be inspired only by Haitian realities (landscapes, peasants, rural life,
flowers, Haitian fruits . . .) according to the basic principles of Ainsi parla l'Oncle
and La Revue Indigene; 2. To leave behind the most modern techniques and to
try to adopt them to the demands of Haitian art. (Lerebours, 1992, p. 716)
American artist Scott and Haitian artist Savain experienced mutual inspiration as the
American occupation drew to a close in the late 1930’s. While there were many other
voices during this period, these two were a few of the loudest and most influential.
Art in Haiti changed in 1940’s with the opening of the Centre d’Art by an
American conscientious objector. “Dewitt Peters, an American watercolour painter and
schoolteacher who was sent to Haiti by the United States Department of Education as
an alternative to doing military service” (E.B.Taylor, 2014 p. 186). This changed the
trajectory of Haitian art by bringing to light the artists already making art in Haiti. This
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“created both a national and an international forum for these unknown painters with
the help of local, Cuban and French intellectuals”. (Middelanis, 2005, p. 110).
Peters allowed both self-taught artists as well as those formally educated. Some
of them include: Castera Bazile, Jasmin Joseph, Hector Hyppolite and Philome Obin. Out
of this decision came the naif (or naïve) style of art still done today in Haiti. Naif style art
blends bright colors with somewhat flat figures doing everyday tasks, similar to those
done during the Indigenist movement. After identifying and educating these artists they
influenced a whole movement supplying tourists with paintings of exotic stories of
vodou and island life (E.B. Taylor, 2014).
Discussions about art in Haiti would be incomplete without acknowledging
Haiti's relationship with vodou. Webster's definition, from Mintz and Rolph-Trouillot's
(1995, p. 123) The Social History of Haitian Vodou, says:
Voodooism also voudouism n -s (1): a religion originating in Africa as a form of
ancestor worship, practiced chiefly by Negroes of Haiti and to some extent other
West Indian islands and the U. S., and characterized by ropitiatory rites and use
of trance as a means of communicating with animistic deities – called also
vodun; compare OBEAH (2): the practice of black magic: conjuring witch-craft.
Thematically, vodou finds its way into many artworks, especially in modern, Haitianborn artist, Edouard Duval Carrie. Carrie's use of vodou is a snapshot into Haiti's
everyday life (Sharpe & Duval Carrie, 2007, p.561). Carrie has spent time in Canada,
Europe and the U.S., and with this much travel boats and seas are also images found in
Carrie's mixed-media artwork. He's been called a story-teller, weaving religious and

23

political themes alongside symbols of vodou. Carrie paints temples, Iwas, defined as
spirits, in his signature colorful style (2007).
Vodou plays a central role in many of Haiti's artists but it is also ingrained in the
fabric of Haiti's revolution and conception as a country. Often debated as to its origins,
writers agree that it comes from a variety of cultures over many years. Troulliot and
Mintz describe the original slaves brought to the Island of Haiti "resocialized", thus
destroying all the outward expressions of their home cultures except their beliefs and
ideologies (1995, p. 127-128).
There are several other contemporary Haitian artists of note. Louisiane SaintFleurant, Valérie Christelle Saint-Pierre, Barbara Prézeau, Pierre Barra, Mario Benjamin,
and Maxence Denis. Vladimir Sybille Charlier and Elodie Barthélemy are worth
mentioning although they do not live in Haiti. Saint-Fleurant, a painter and cleaning lady
died before her work was widely shown. Saint-Pierre has seen international acclaim with
two shows in Denmark and Santo Domingo. Pierre Barra, now deceased, did not set out
to become an artist per se. He began by creating flags then moved to sculpting items
related to vodou. His sculptures are highly sought after among art collectors. Another
Haitian artist who has received international attention is Mario Benjamin with his
installation art involving the spectator in his people-sized creations. Lastly, on this list at
least, is Maxence Denis who, "is the Haitian artist best equipped to establish links
between what is known as “fine art” and the means of expression of the day, namely,
installation, video, and digital art" (Prézeau-Stephenson, 2008, p. 96-100).
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Liberal Arts Education in Developing Countries
Liberal arts education is both a method of teaching as well as a collection of
certain subjects. Jonathan Becker (2015) defines the liberal arts as the following: drama,
fine art, music and dance, humanities, social sciences and natural sciences. Historically,
education from a liberal perspective has been an American tradition but it is growing in
interest in other places around the world (Nussbaum, 2004).
Bloom and Rosovsky cite a report on the Task Force on Higher Education and
Society (2000) that a liberally educated person is someone who,
can think and write clearly, effectively, and critically, and who can communicate
with precision, cogency, and force; has a critical appreciation of the ways in
which we gain knowledge and understanding of the universe, of society, and of
ourselves; has a broad knowledge of other cultures and other times, and is able
to make decisions based on reference to the wider world and to the historical
forces that have shaped it; has some understanding of and experience in
thinking systematically about moral and ethical problems; and has achieved
depth in some field of knowledge (2003 p. 2).
Traditionally, the only students in developing countries with the
aforementioned qualities have been those with resources for private educations and or
the wealthy. Having said this, the need for students who are able to think for
themselves, think unconventionally and respond to changes in an economically and
socially dynamic culture is great (Bloom & Rosovsky, 2003).
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Also noted in Bloom and Rosovsky, students who question the status quo can
help stimulate economies in developing nations. They also report that Thomas Jefferson
once said: “liberal education can raise the value placed by a society on merit, as
opposed to status or wealth at birth” (Bloom & Rosovksy, 2003 p. 4). This is an
important advantage for students living in Haiti. The curriculum written as a part of this
paper seeks to encourage pride in the country where the students live. Bloom and
Rosovsky agree that liberal arts, through a deep understanding of history, arts and
sciences students’ pride in their culture increases as well as stimulating an appreciation
for other’s cultures (Bloom & Rosovsky, 2003).
While studying the history, culture, and literature of one’s own country could be
a part of a liberal arts curriculum, Paul Dash (1999) says that it is imperative that black
and other Diasporic students see themselves represented in their studies. Otherwise,
students in a developing world perpetuate “their position as an economic and
educational underclass: the spectre of white authority and black bitterness is restated”
(Paul Dash, 1999, p. 124). The beauty of a liberal arts curriculum is being able to design
the curriculum itself to reflect the needs of that culture. By doing so it helps energize
the whole higher education system which could change the self-image of the society
itself (Bloom & Rosovsky, 2003)
While the study of art is just one feature of a liberal education, it plays a key role.
David W. Oxtoby (2012) reports that while studying math one gains focus, discipline and
practice; these attributes along with diligence and understanding can be found in artistic
pursuits as well. He also asserts that participating in the arts creates a different type of
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learning thus pushing students to move beyond themselves (Oxtoby). He believes that
innovation and creativity are core goals of the twenty-first-century economy so, “arts
disciplines and their emphasis on practical technique, embodied knowledge,
imagination, design, and observation have a critical contribution to make toward new
paradigms across the sciences, social sciences, and humanities” (p. 41).
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Chapter III: APPLICATION MATERIALS
Guiding Principles
The following curriculum materials are based on specific principles appropriate
for high school students studying art in Haiti. Principle #1 - the curriculum stay rooted in
the study of the Elements of Art and the Principles of Design, as noted by Delacruz and
Dunn (1995) thus giving the students a vocabulary and language in which to converse.
Principle #2 - the curriculum use nature as the subject of the activities to build the
students’ skills in making art, as Gregory Smith (2002) suggests. By using nature this
curriculum is transferrable to any place around the world. Principle #3 – the curriculum
exposes students to art history and artists from their own country, giving them
examples that they can relate to. One of the goals of the class "is for students to
appreciate art as an integral part of life; develop pride, confidence and patriotism
through appreciation of their own art creations" (Adom, Kquofi & Agyem, 2016, p. 7).
Citing the Curriculum Research Development Division (2010), Adom et al. believe that
these items are found when studying art history.
To best use the curriculum it is important to ask students to interact with
paintings, thus going deeper in their understanding of each of the elements and
principles of art. This activity employs one of the disciplines called art criticism. Some
sample questions include: What primary colors do you see? How does the artist's use of
line create rhythm?, and How does this painting show emphasis?
Equally important is to define the principles of design/art (Kim, 2006) as we
begin looking at the following curriculum. Contrast can be seen with many of the
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elements of art, basically, it is when there is a difference with some part of the
painting/drawing thus making one part stand out. Movement, is when parts of the
painting/drawing seem to visually move, or your eye moves around the work based on
some of the elements. Emphasis is when the elements work together to make a part of
the work the main focus, similar to contrast. Unity is seen when some or many of the
elements create a visual cohesion in a work. Pattern is a repetition of any of the
elements of art or combination thereof. Balance is achieved when any of the elements
visually balance each other based on size, color, line or another element. Lastly, variety
can be described as the principle that employs the most of the elements, but still
maintaining an aesthetically pleasing arrangement.
The Elements and Principles of Art and How to Learn,
Apply and Create Art Projects in Haiti
Elements: Line, Shape, Color, Texture, Value, Space, Form
Principles: Contrast, Movement, Emphasis, Unity, Pattern, Balance, Variety
Supplies: paper, pencils, natural objects such as leaves, flowers, tree bark, palm leaves,
etc.
Line is the most basic element from which the other elements originate. When
any utensil makes a mark on a surface beyond a dot it is creating a line of sorts.
Activity. Begin by finding examples of line in nature. Tree trunks or lines in a leaf. Create
a design using simple lines. Vary the size, the thickness, the direction of the lines. Use a
stick to draw different examples in the dirt, then use pencil and paper. Ink pens make
great contrast against white paper and have a unique quality that cannot be erased,
forcing the student to think and plan before committing to lines on paper.
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Going Deeper. Using an ink pen, and paper, fold the paper in fourths or eighths and use
a different line design in each section then open the paper up to see the variety of lines.
Criticism. Look at Piet Mondrian, Wassily Kandinsky as examples of artists using line.
Compare and contrast the two artists. Ask students if they see any of the principles of
design, and to describe where.
When a line meets another line, a shape is created. There are two kinds of
shapes, organic and geometric. Organic shapes are shapes that have no names. Another
name for organic is free-form shapes. Most leaves are organic shapes, so you can begin
this lesson by collecting leaves that are free-form shapes. Now, collect objects that are
in the shape of circles, squares, triangles, and or rectangles. Examples are bark from a
tree and rocks.
Activity. Using any instrument, pen, pencil, crayon or marker trace the outline of a leaf.
Then repeat the shape all over the surface, overlapping or not. Using the different line
designs from the first activity, fill in the leaf shapes with a variety of lines. Once you
have traced a shape, create your own and fill in the design the same way.
Going Deeper. Look at Jacob Lawrence and his solid colored organic shapes he uses to
create his artwork. Create a story in your mind, a favorite memory, then use colored
paper to illustrate your story using shapes. Do not worry about the details, the focus of
this is to explore different kinds of shapes.
Criticism. Which of Hector Hyppolite' paintings show a pattern of circles in the form of
his flowers?
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Color is the next element to discover. A few basics about color are that there are
primary colors: red, yellow and blue. These colors cannot be made, they just “are”.
When mixing the primary colors together, the secondary colors are created. Depending
on how much of either color determines which primary color the secondary color it
resembles.
Red + yellow = orange
Red + blue = purple (violet)
Yellow + blue = green
There is a great deal more to learn and know with color theory but those are the basics.
Nature is the best place to learn about color, because it’s everywhere! One can begin
creating art while discovering more about color by collecting the various primary and
secondary colors. Choose one color and find several examples of the one color.
Activity. The element of color can be explored with 2D tools such as markers or crayons.
Only using the primary colors draw examples of geometric or organic shapes, then
switch to secondary colors and a different kind of shape. Fill in every space on your
surface. Make sure some of your shapes appear to not fit on the page, thus creating the
illusion that the design extends beyond the page. If paint is available, use the primary
colors to make the secondary colors. Use paint to do the activity mentioned above. The
process of mixing paint is enjoyable and can be repeated again and again with differing
amounts of each color.
Criticism. Look at Castera Bazile’s use of color. Identify the primary colors, then the
secondary colors.
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Texture is another two-dimensional concept, and there is a great deal of it in
nature. It is what we feel with our fingers but it can also be created in an artwork to add
variety, depth and interest. Rough tree bark, smooth rocks, bumpy leaves and soft
flower petals are just a few examples of actual texture. Using zig zag lines, this creates
the illusion of something bumpy. Small, short dash lines can create what looks like fur.
Activity. Again, using any tool, and similar to the line designs, look for a variety of
examples of texture, then recreate them using just your tool. After practicing with
different visual textures, create a landscape with simple outlines for mountains, trees
and rivers, then fill in the different areas with your textures.
Criticism. Where in Philome Obin's paintings does he use texture? What element is used
to create the illusion of texture? Are his paintings unified? Do they show movement in
any way?
Value is seen both in 2D work as well as in the 3D world. Value is what gives
objects in both areas depth thus creating the reality and illusion of reality. It is the lights
and darks of a leaf and in the drawing of a leaf that makes the viewer see it as real
instead of a flat object on a page. The simplest way to practice using value is to draw a
simple shape, a circle or rectangle then press the pencil or charcoal lightly then darker
and darker or use more and more pressure. This is called a value scale. When a student
understands that they can use their tool to create shades of an object they will
understand how to make the object look real.
Part of seeing value is also about seeing objects for what they really are versus
what we think we see. To practice seeing an object you can practice drawing by doing
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what’s called a Blind Contour. This is a simple, fun way to illustrate “how to see”. The
rules of a blind contour are two-fold. One, when a student puts their pencil down they
cannot pick it up until they are done, creating a one-line drawing. The second rule is that
the student cannot look at their paper. Basically, this creates a fun drawing that will
most likely create laughs but rest assured if the drawing looks “off” they are doing the
drawing correctly. I tell the students to pick a spot on the object (or person) and then
pretend to walk around and along the object, allowing your hand to draw the line as
your eye follows the path of the object.
Activity. Choose a simple object to sketch. Begin by drawing the outline, lightly. Once
the outline is done, begin to notice the light and dark parts of your object. The tool,
either a pencil or piece of charcoal can be applied darker, or with more pressure to
create the dark, shadowed parts. Leave the lightest parts blank and use the tool to
shade lighter and lighter on the medium values of the object.
Criticism. Examine Petion Savain Jr's paintings for his use of value in painting. His
paintings reveal the principle of design, movement. Ask students to show where they
see movement.
Space is also part of taking a 2D space, like a flat piece of paper, and making it
look 3D. Artists use three basic tricks to create the illusion of space on a flat surface,
Overlapping is one of the tricks. It is when you place objects in front of and behind other
objects which is one way to make objects look closer up or further away. Another trick is
to place the objects that are closer to the viewer lower on the page, or closer to the
bottom. The objects that the artist wants to make look further away, they place higher
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on the “plane” or closer to the top of the page. Lastly, objects further in the distance
look less detailed and most likely faded in color.
Naturally when looking at a landscape a person could see the individual pine
cones on the tree closest to the viewer but can barely make out what kind of tree is
away and in the distance.
Activity. This activity uses all of the other exercises that have already been completed.
Choose any view you see. Begin the project by breaking up the project into the
background, middle ground and foreground. Draw the background first, lightly, then add
a few items in the middle ground then a few closer to the bottom of the page for the
foreground. Choose some places on your background to shade, creating value. In the
middle ground, add some details like bark or leaves on a tree. Use lines to create the
illusion of texture. Add value on the rocks, or some more lines for a road, a house or a
fence. Lastly, add value, texture, lines for the items in the foreground. Another trick
helpful in creating the illusion of space is drawing the object, tree, rock, house, fence,
somewhat off the page. This project can be effective in just black and white but can be
completed with a pencil or pen.
Criticism. To explore space, look at Philome Obin's paintings and identify which of the
tricks he employs.
Form is the only 3D element of art. Discussing shape and form can be an easy
way to distinguish between the two. Shape is describing flat objects while the form of a
circle is a sphere or ball. Sculpture is one way to explore the element form. Clay is one
medium to create forms. Pinch pots, coil pots and small animals are some simple things
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to make with clay. Using sticks, rocks, and leaves students can create non-permanent
sculptures. Carving wood, chisel rocks, hammering wood together are other ways to
create sculpture.
Activity. For a simple sculpture, use paper either rolled up or crumpled to look like a
person. Bend the paper to create knees, and ankles. Glue or staple the feet to stabilize
your person. Add details like a motorcycle, bicycle or tree. Another idea is to use an
object like a tree that is mostly round, then using wood blocks recreate the tree but
using the hard lines of wood. Use one long piece or stack smaller ones for the trunk,
then stack the wood from small to medium, then get smaller again for the crown of the
tree.
Criticism. How can an artist show rhythm on a clay pot? What about pattern or
contrast?
Other add-ons to the curriculum could be looking at the following artists to see how
they use the elements and principles of art.
Line – Wassily Kandinsky and Piet Mondrian
Shape –Philome Obin, Kandinsky for organic shapes, Mondrian for Geometric
Color –Castera Bazile, Wassily Kandinsky, and Piet Mondrian for primary colors; William
H. Johnson
Texture – Hector Hyppolite, Romare Bearden, Vincent Van Gogh
Value – Petion Savain Jr.
Space – Henri Rousseau (was an untrained “folk” artist) vs. Robert S. Duncanson
Form – Agusta Savage, Henry Moore
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CHAPTER IV: DISCUSSION AND CONCLUSION
Summary
Humans, as far back as the Upper Paleolithic period, have used objects found in
nature to recreate on the wall of a cave what a hunt might look like in real life. They
took a functional water jar and decorated it using bone or sharpened rocks (Davies,
2015). As time went on people began using ground up plants for paint and make-up,
and plants for paper on which to draw and write. Eventually the Greeks discovered that
they could practice drawing and sculpting but otherwise Davies (2015) says, "it seems to
me that the earliest art was created by people who almost certainly did not possess the
concept. In one sense, they did not know what they were making" (p. 376).
All this art-making and functional pot-decorating was done by created beings. If
one holds to a Christian worldview, then God is the Creator, we are created, and we
create because He first created us. This has been true in places like ancient Greece and
is still true for modern-day Haiti.
The paper explores how an art curriculum could be written for a country like
Haiti in such a way as to account for the rich history, the talented artists, and unique
tools found in the Fond-des-Blancs region of Haiti. Specifically, the questions explored
and answered were: what are the design components for a disciplined-based,
historically and culturally relevant, art curriculum for a high school is the Fond-des-Blanc
region of Haiti? And, what does a liberal arts education mean to students in developing
countries like Haiti?
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One of the key components of the preceding curriculum involved the students in
Haiti, specifically a school in the Fond-des-Blanc region of the south, studying art using
nature as the primary source of inspiration as well the very tools in which to create art.
A few sources suggest that it is important for students to be out in the nature as they
study it and are inspired by it.
The researcher discovered that teaching art from a Disciplined-Based approach
fit the needs of this curriculum and student population. The origins of DBAE can be
traced to the education reform movement which took place in the United States from
1940 till the present day. Art education being one of the reforms. There are four
distinctives to DBAE; students look at art history, discuss art aesthetics, participate in art
criticism and lastly create art in art production (Kim, 2006). Studying art from a more
academic viewpoint gives students a more objective approach, similar to the core
subjects such as math and science. These four concepts make up DBAE, which is the
approach this paper argues is the best approach for all students of art, including those
studying art in Haiti.
Found within the literature describing DBAE were the design terms that are
currently used as vocabulary in art classrooms around the United States. Coined the
elements and principles of art, students learn seven terms in each category as they
discuss and create art within the four distinctives of DBAE. The result of the education
reform was the elevation of the study of art alongside other core subjects. Students in
Haiti would get the "substance, quality, and rigor" that Duke (1988) discusses.
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In order to address the culturally appropriate portion of the guiding question, a
Place-Based pedagogy (Smith, 2002) was considered. Nature and culture studies were
the two particular aspects that applied to this curriculum. Authors who wrote about this
type of pedagogy cite the importance of students exploring the nature and world
around them so that they can then look to the greater world beyond.
Haitian students have the opportunity to take their culture study one step
further as they look at and understand the inherent beauty in their own country. Part of
comprehending and appreciating this is to have a snapshot of the art created in Haiti as
well as how Haiti’s history impacted art made by other international artists.
Haiti’s art history can be seen in two major time periods: artwork created before
1940 and artwork done after (Thompson, 2007). Some art survived the natural disasters
and political unrest that marks Haiti's history before 1940 but for the most part Haiti's
art renaissance began alongside the American occupation from 1915 through 1934.
Philome Obin, who was later known as the patriarch of Haiti's art world, led the way
through the creation of the Centre d'art alongside American Dewitt Peters. Other
American artists used Haiti as a source of inspiration in their own work. Artists including
Jacob Lawrence and Augusta Savage created works from Haiti's storied past.
The second question addressed in this paper is what impact a liberal arts
education can have on students in developing countries like Haiti? Jonathan Becker
(2015) defines the liberal arts as the following drama, fine art, music and dance,
humanities, social sciences and natural sciences. In the past, only students who could
afford a private education could enjoy the benefits of a liberal education. In a task force
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that Bloom and Rosovsky were reporting on, they describe a liberally educated student
as one who has unique ways of thinking as well as a unique set of skills that traditionally
educated students may not possess.
Professional Application
Writing the curriculum for the high school students in Haiti was the impetus for
this paper. My desire to give students a basic yet accessible guide to creating art based
on the world around them is what drove much of the research and writing. This
curriculum includes the elements and principles of design as previously discussed. Using
these 14 terms gives students a vocabulary in which to converse as they make and
discuss their art.
Each lesson uses nature and elements of nature that the students would find in
and around them. I felt it was important to give students the inherent message that God
is our creator and they need not look far for inspiration. Secondly, I connect each lesson
with artists from Haiti, another subtle message that their own country is rich with
resources. In some cases there are connections beyond Haiti but usually as a way to
compare or contrast other Haitian artists.
This curriculum is intended for the beginner art student and could be used at any
level from elementary through high school. There is so much more that can be explored
in the country of Haiti and from the Haitian artists. The beauty of beginning with the
elements and principles of design is that they continue to be used as a vocabulary, level
after level as students go deeper in their study and creation of art. Studying art from a
Disciplined-based approach is also applicable at any level. Kindergarteners can learn to

39

critique artwork using art terms, to remember facts about artists and time periods while
seniors still create art using the simplicity of lines, shapes and colors.
Limitations of the Research
For the most part, researching the different sections of this paper was doable
with some persistence and creativity in wording the searches. Also, because of the
narrow scope of the research questions, there was a lot of literature that simply did not
fit.
The most surprising part of the research was the lack of literature and
cataloguing of the writers and artists in Haiti. I imagine it speaks to the political
instability and the toll it has taken over the years on these types of pursuits. While there
were a few Caribbean specific journals, the information was scarce on Haiti specifically.
Lastly, the most disappointing part was not seeing more visual images of art
from Haiti. It is completely possible that the images, copies and/or originals, exist but
they are just not accessible digitally. Many of the articles referenced artists but when a
search was attempted there was little to no information on him or her.
Implications for Future Research
Truthfully, all the sections of this paper could contain more research from the
scholarly world. Attempting to drill down to the origins of the elements and principles
was difficult, indeed. These terms are so widely used and understood but rarely cited by
scholarly sources.
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Papers on the effectiveness of the DBAE model were also in short supply. I would
have liked to read articles comparing and contrasting the different art education models
used in schools and how these models create different kinds of students.
As mentioned before, I had trouble finding resources both visual and in print on
Haiti, education in Haiti, art in Haiti and certainly almost nothing on art education in
Haiti. Unfortunately, this speaks both to the level (or lack thereof) of organization that
Haiti struggles to rise above and the needs of Haitian students.
Lastly, on the subject of liberal arts in developing countries, there were a few
studies but none so specific to the needs, the unique history, and the unique challenges
that a country like Haiti faces. The types of papers that I would most like to read are
studies conducted in Haiti itself, which would mean that there were programs being
implemented and investments being made into the future of Haiti.
Conclusion
Overall, writing this paper has been a joy. Challenging for sure, to assemble the
different parts into a coherent whole. If anything, I feel that I have just scratched the
surface of what a country like Haiti needs. I am under no illusion that an effective art
curriculum is the only answer in a place where many people struggle with the most basic
needs.
Out of all of the components that make up the whole of this paper, I believe
liberal arts education in the developing world holds the most promise. As evidenced by
the research, we are in a new age where students need to think differently and the
liberal arts create students who do just that. Who better to crystalize this idea than
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Thomas Jefferson himself, who reportedly once said: “liberal education can raise the
value placed by a society on merit, as opposed to status or wealth at birth” (Bloom &
Rosovksy, 2003, p. 4).
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